


The Pre-Raphaelite Brotherhood was established in 1848; an era now referred to as the Year of 
Revolutions. It was the year in which Louis Philippe abdicated from his throne, and the French Second 
Republic was later declared. The Palermo rising erupted in Sicily, whilst Denmark and Germany were 
rooted in conflict surrounding the Schleswig-Holstein Question. Rebellion, however, was not restricted 
to the continent, and London became something of a nucleus for it during this time. The Communist 
Manifesto of Marx and Engels was published in the capital and serialised in the Deutsche Londoner 
Zeitung. Kennington Common was also the site of the Chartist demonstration as 150,000 people 
marched in support of political reform. William Holman Hunt and John Everett Millais were amongst 
the protesters, and a month later, at the house of Millais’ parents in Bloomsbury, they launched their 
movement. Like the year in which it was formed, the approach of Pre-Raphaelitism to the world of art 
can be read in terms of revolution. 


Though recent exhibitions and publications have stressed the avant-garde aspects of the movement, 
their involvement in the shifting climate of printmaking is seldom discussed. The Pre-Raphaelite’s 
played an important role in the etching revival. They also contributed to the burgeoning culture of 
book and magazine illustration, as copies of their works were reproduced in Edward Moxon’s edition 
of Tennyson’s poems and the evangelical periodical Good Words. Nonetheless, it was in the 
advancements made to photographic reproduction in the latter half of the nineteenth-century, and the 
Brotherhood's endorsement of them, that truly marked their innovation. 


Dante Gabriel Rossetti was an early advocate of this, and commissioned a daguerreotype of his 
painting The Girlhood of Mary in 1853. His act was exceedingly prophetic. Horace Vernet and Eugéne 
Delacroix opted to have works translated in Louis Daguerre’s native France a few years prior, but 
Rossetti was amongst the first Englishmen to experiment with the print, and in doing so, anticipated the 
flourishing of the medium in the coming years. Although the daguerreotype became quickly outmoded, 
Rossetti and the Pre-Raphaelites continued to subscribe to similar photographic devices. Because of 
this, a mutually beneficial relationship arose between the method and the movement. 


The invention of photography, and the reproductive potentials which came with it, radicalised the field 
of printmaking. It allowed for greater quantities of images to be reproduced at increasing speeds, whilst 
freeing publishers from the process of engraving. But herein lay the problem. In his Dictionary of 
Accepted Ideas, 1872, Gustave Flaubert inquired about the purpose of art when it could be replaced 
by mechanical processes which did the job faster and more exceptionally?: Art and photography were 
often viewed as separate entities. However, the symbiotic relationship enjoyed by Pre-Raphaelitism and 
photgraphic reproduction acted to dispel this notion. 


Fidelity to nature was one of the foremost doctrines of the Pre-Raphaelite movement. What was the 
use of Holman Hunt fastidiously capturing the atmospheric effects upon the architecture of Magdalen 
Tower (Page no. 18), if the detail would get lost in translation. The Brotherhood understood that the 
photographic print, more than any other method, could convey the physical qualities of painting, and in 
their continued endorsement of the technique, they in turn legitimised the status of photography as a 
fine art. The movement's repeated employment of photogravure is especially pertinent. The technique 
combined tradition and innovation, as the gelatin tissue of the photographic negative was subjected to 
the etching process. Quattrocento conventions were given an innovative twist. The parallels to 
Pre-Raphaelitism are clear, but the results of the relationship are spectacular. 


1 Flaubert, Gustave (2005). Bouvard et Pécuchet 2nd ed London: Dalkey Archive Press 286. 
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Past and Present Generations 

Photogravure 

after Sir Lawrence Alma-Tadema 

Copyright 1895 by Messrs Arthur Tooth & Sons Publishers 
5 & 6 Haymarket London and 295 Fith Avenue New York 
and Messrs Stiesbold & Co Berlin, Printed in Berlin 

Image 383 x 229 mm 

Framed 


As in The Benediction, which was completed in 1894, 
Alma-Tadema was commissioned by Arthur Tooth & Sons 
to produce the painting of Past and Present Generations, 
so that a photogravure of the image could be published in 
1895, Alma-Tadema’s work depicts a pair of figures as they 
walk along a colonnade lined with busts. The antiquated 
form of sculpture represents the past; the human pair, the 
present. In a letter written to George Henschel in October, 
1894, the artist stated that the figures were lovers, so could 
pethaps allude to a future plane which would complete the 
temporal trio. Though the subject may not be as grandiose 
as some of his historical works, the letter to Henschel, held 
by the Birmingham library, testifies to the rigours the artist 
faced in capturing the effects of light on stone and silk. It is 
this marvellous rendering of material, as well as the brilliant 
luminosity of Alma-Tadema's works, which justifies his 
fame. 


Signed in pencil by the artist. 

Proof before letters, printed on India laid paper 
[29882] 

£950 


The Golden Stairs 


Photogravure 

After Sir Edward Coley BumeJones 

Published by Franz Hanfstaengl Munich, London and New 
York printed in Munich 

Image 350 x 150 mm, Plate 385 x 170 mm, Sheet 500 x 300 
mm 

Framed 


The meaning of Edward Bume-Jones ‘The Golden Stairs; 
1880, has been the subject of much academic debate. Some 
believe that the motif of the golden stair denved from 
Dante, and alludes to the passage of time, Though the 

fact that those at the bottom of the stair appear no more 
elderly than those at the top, may act to dispel this view. 
Another stance states that the eighteen women are spirits 
in an enchanted dream. Walter Pater believed that Burne- 
Jones’ work was representative of the concept that ‘all the 
arts aspire to the condition of music’ which leant more 
credence by the fact that the figures hold instruments as 
they descend. The interest in investigating a mood rather 
than telling a story could be seen in other works of the 
time, most famously in Whistler's ‘Nocturnes? This style 
anticipated the synesthesia of art and music by groups such 
as the Symbolists in the late nineteenth-century. 


Condition: Small area of dicolouration around the plate 
mark caused by the application of an acidic mount. 
[29866] 

£600 





The Return of The Princess 

Photogravure 

After Sir Edward Coley Burne-Jones 

Published by the Berlin Photographic Company Berlin - 
London W133 New Bond Street - New York 14 East 23rd 
Street. c. 1895 

Image 277 x 360 mm, Plate 342 
Framed 





10 mm 


The subject of this photogravure is taken from the story 
of Saint George and the dragon. It is likely that Burne- 
Jones had read Jacobus de Voragine’s hagiography of the 
account which featured in The Golden Legend whilst 
studying at E: 


interest. Enthusiasm for the subject was shared between the 





r College, but he was not alone in his 


Brotherhood, for the tale of Saint George fell well within 
the remit of the Pre-Raphaelite veneration of medievalism. 
Rossetti employed the theme for his 1857 watercolour ‘The 
Wedding of Saint George and the Princess Sabra; whilst 
Mors, Marshall, Faulkner & Co. produced a senes of six 
stained-glass windows illustrating the narrative in 1862. Itis 
from another series that this print originates. 


In 1865, Burne-Jones was commissioned by the 
watercolounst Myles Birket Foster to furnish his house 

in Witley with a succession of six paintings. When Birket 
Foster sold the works in 1894, the Berlin Photographic 
Company commissioned a series of prints after them. 
Burne-Jones chose the story of Saint George, and this 
photogravure illustrates the climactic scene of the senes as 
the Princess Sabra, having been saved from the dragon, is 
retumed to the court. The figure of Saint George, bedecked 
in armour, holds an upright sword in his right hand, and the 
hand of Sabra in his left. The Princess wears a long flowing 
dress and a laurel wreath in her hair. There is a great sense 
of spatial recession and movement as a host of women 

in the fore and background play musical instruments. A 
further lady scatters flowers upon the floor 


[29889] 
£550 





Summer Snow 
Lithograph 

After Sir Edward Coley Burne-Jones 
Published by Messrs. Ibister and Co. 1892. 
Image 142 x 107 mm, Sheet 287 x 237 mm 
Mounted 





Edward Burne-]o 
‘Summer Snow’ in 1863 for the Christian periodical ‘Good 


es was commisioned to produce 


Words? The illustration accompanied a poem of the same 
title by the Victorian writer Dora Greenwell. It is believed 
that Holman Hunt endorsed Bume-Jones for the role, 
though the artist name that appeared in the index of the 
issue was ‘Christopher Jones; a likely memorial to his son 
who had died in infancy the same year. 





From Eduard Burne-Jones, by Malcolm Bell, London & 
New York: George Bell & Sons. The reproductions were 
provided by a variety of different publishers, and were 
bound in this compendium celebrating Bume Jones’ career. 


Only 390 editions were available 





Reproduced by Messts. Ibister and Co. from the wood 
engraving for the popluar nineteenth-century magazine, 
Good Words. Established in 1860 by the Scottish publisher 
Alexander Strahan, the periodical was directed at 
evangelicals and nonconformists, and was thought to have a 


circulation of 160,000 readers in Britain. 





Condition: Sheet has been trimmed. 
[29957] 
£50 
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[Pan and Psyche] 

Mezzotint 
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Lacs The fitm of Walter & Boutall was a partnership between 


Sir Emery Walker & Walter Boutall. The company had a 
studio on Fle City of London from 1887 
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Pan resting his hand lovingly on Psyche's head, at the edge 
of a pool surrounded by rocks, kneeling higher than 
the night, while she kneels naked, o 





in thé 









until 1900. T 
MOI C 





foot in the wate 





E: 





Col.: Hon. Christopher Lennox Boyd 





Condition: 
[28169] [29952] 
£1,600 £50 


The Golden Stairs 
Photogravu 
Hollyer after Sir Edward Coley Burne-Jones 
Published by Messrs. Walker and Boutall. 1892. 

Image 151 x 64 mm, Sheet 317 
Mounted 
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Le Chant d'Amour 

Photogravure 

Frederick Hollyer after Sir Edward Coley Bume-Jones 
Published by Messrs. Walker and Boutall. 1892. 

Image 149 x 108 mm, Plate 173 x 142 mm, Sheet 299 x 277 
mm 

Mounted 


Frederick Hollyers photogravure of Le Chant d'Amour, 
or The Love Song, was but one of the many guises that 
Edward Burne-Jones’ work took. The first manifestation 
appeared in 1862, when Bume-Jones painted a vigne! 
of the scene upon an upright piano that he, and his wife 
Georgiana, had received as a wedding gift A preparatory 
sketch in red chalk appeared in 1863, as did a watercolour 
in 1865, which was bought by Burne-Jones’ patron William 
Graham. It was Graham who subsequently comissioned 
the oil painting, though it did not appear in public until the 
Grosvenor Gallery exhibition of 1878. 








The subject is thought to have been based upon a refrain 
from an old Breton song: The lyncs, “Hélas! je sais un chant 
d'amour / Triste ou gai, tour a tour,” translate as: “Alas, 

I know a love song, / Sad or happy, each in tum” In the 
print, a portable organ is played by a young woman, whilst 
the bellows are worked by an angel on the right. To the 
left, an armoured knight reclines languorously. Arthunan 
architecture bedecks the backdrop. Tulips and wallflowers 
adorn the foreground. The former, was a symbol of ardent 
love; the latter, an emblem of bitterness and conceit. In 
his use of flowers, the artist can be seen to represent the 
paradoxical nature of love as alluded to in the poem 


From Edward Bume-Jones, by Malcolm Bell, London & 
New York: George Bell & Sons. The reproductions were 
provided by a variety of different publishers, and were 
bound in this compendium celebrating Bume Jones’ career 
Only 390 editions were available. 


Condition: Sheet has been trimmed. 
[29954] 
£75 


Love Among the Ruins 

Photogravure 

Frederick Hollyer after Sir Edward Coley Burne-Jones 
Published by Messrs. Walker and Boutall. 1892. 

177 x131 mm, Sheet 302 x 267 





Image 151 x 98mm, 
mm 
Mounted 


Bume-Jones, like the Pre-Raphaelites before him, was an 
avid reader of the Romantic poets and their predecessors, 
According to Frederic George Stephens, this work recalls 
Robert Browning’s 1852 trochaic poem of the same name. 
Bume-Jones’ work depicts a youth and maiden embracing 
in an overgrown court of an Italian renaissance palace. 
They are situated beside a flowering rose with thors. 


From Edward Burne-Jones, by Malcolm Bell, London & 
New York: George Bell & Sons. The reproductions were 
provided by a vanety of different publishers, and were 
bound in this compendium celebrating Bume Jones’ career. 
Only 390 editions were available. 


The firm of Walter & Boutall was a partnership between Sir 
Emery Walker & Walter Boutall. The company had a studio 
on Fleet Street in the City of London from 1887 until 1900. 
The partnership was dissolved in 1900 and was succeeded 
by Walter & Cockerell. 


Condition: Sheet has been trimmed. 
[29953] 
£75 





The Wine of Circe 

Photogravure 

Frederick Hollyer after Sir Edward Co! 
Published by Messrs, Walker and Boutall. 1892. 
Image 148 x 102 mm, Plate 172 x 134 mm, Sh: 
mm 

Mounted 








Circe is a mythological figure who features in Hom 
Odyssey, According to the epic poem, she 


island of Aeaea, and tums 








over the 


reside 








x members of Odysseu: 





* work, 





into pigs after offering them wine. In Burne-Jo: 





Circe is bent over a vase of the broth as 
drops of the poisonous pharmak 
panthers prowl in the foreground as the three pentecosters 
of Odysseus and his men can be seen through the window. 
Dante Gabriel Rossetti, so inspired by the original painting, 
wiol 


measures out 








n. Two black 








a sonnet on the subject which appeared in his 1870 
collection of poetry. 


From Edward Burne-Jones, by Malcolm Bell, London & 
New York: George Bell & Sons. The reproductions were 
provided by a variety of different publishers, and were 





bound in this compendium celebrating Bume Jones’ c 
Only 390 editions were available. 
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Condition: Sheet has been trimmed. 
[29955] 


£75 








Edward Burr 
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ace. They are situated beside a flowering rose with thorns 
The print was published in the Art Joumal by Virtue & Co, 
London. Tt sted in order to promote art by dis- 
tributing sp: ied works by means of a lot- 





work depicts a youth and maiden em- 
ing in an overgrown court of an Italian renaissance pal- 








journal 






lly commissior 





tery amongst its members. 





‘ondition: G time toning The sheet trimmed and a 


lighter mark is made aro 





d the image by an acidic mount. 








itself is unaffected. Proof impression. Artist’s 
name and title are inscribed in pencil. This is not by the hand 
of Burne-Jones though, for the print was published posthu- 
mously. 

[28183] 

£285 
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The Wine of Circe 
Etching 

Jules Payrau after Sir Edward Coley Burne-Jones 
1896 











Image 136 x 208 mm, Plate 175 mm 
Mounted 

Circe is a mythological figure who features in Homer's 
Odyssey, According to the epic poem, she resides over the 





island of Aeaea, and turns six members of Odyss 





into pigs after offering them wine. In Burne-Jones’ work, 





Circe is bent over a vase of the broth as she measures out 
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British 





From The Magazine of Art; an illustrated month 


journal devoted to the visual arts, published from May 1878 
to July 1904 in London and New York by Cassell, Petter, 
Galpin & Co, The publication included reviews of exhibi- 

s of the visual arts. 





tions, articles about artists of all branch: 
It also included poetry, as well as lavish illustrations com- 
pleted by leading engravers of the period. 


Condition: Some foxing to sheet not affecting image but 
inside of plate. 

[27621] 

£140 








[The Mirror of Venus] 


Photogravure 
after Edward Burne. 





ones 











Image 267 x 160 mm, Plate 295 x 187 mm, Sheet 426 x 312 
mm 

Mount 

n the latter half of the nineteenth-century, the idea that art 


should be a s: 





was gaining force. It 
was 










was at this tim: 


and artists such as Rossetti replaced 
previously literary titles with simple designations, In the 
Mirror of 


enus, not only is the quattrocento evoked, but 
Jones’ phill nistic tastes as the figures 
r classical garments, and appear in a linear 
-like manner of Grecian manner. The title 








however, is 





somewhat deceptive. Though Bume-Jones was an extensive 








reader of Classics, the scene conjured in this work is an 
imaginary one. As in The Golden Stairs (Page no.3 ), the 
5 interests look as if they lie in the investigation of 
mood as opposed to the display of a narrative. The wist- 
ful, oneiric girls, a huge influence to artists such as Marie 


tation of ideal beauty; as 








arl 












, may just have been an 
d to in the title 





Condition: Time toning to the top of the sheet. Two spots 
of foxing to the extremities of the sheet. One spot to the 
bottom left-hand comer of the print, just inside the plate- 


mark; image unaffected. 





[28169] 


£290 
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Le Chant d'Amour 

Etching on vellum 

Robert Walker Macbeth after Sir Edward Coley Bume-Jones 

London, Published 1896, by the Fine Art Society (lim) 148 New Bond Street, 
Entred according to Act of Congress in the year 1896, by The Fine Art So 
Congress at Washington 

Image 375 x 520 mm 


joussod Valadon & Co, 


y (lm) in the Office of the Librarian of 








Framed 






Robert Walker's etching of Le Chant d'Amour, or The Love Song, wa: 
Jones’ work took. The 1877 painting, from which the etching was ta 
Burne-Jones had dedicated to the theme over a span of 
Burne-Jones painted a vignette of the scene upon an upright piano that he, and his wife Georgiana, had received as a 
wedding gift. A preparatory sketch in red chalk appeared in 186 
Buine-Jones’ patron William Graham. It was Graham who subsequently comissioned the oil painting, though it did not 
appear in public until the Grosvenor Gallery exhibition of 1878. 


tone of the many guises that Edward Bume- 
was the definitive version of several works that 








een years. The first manifestation appeared in 1862, when 





did a watercolour in 1865, which was bought by 











‘The subject is thought to have been based upon a refrain from an old Breton song The lyrics, “Hélas! je sais un chant 
amour / Triste ou gai, tour à tous,” translate as: "Alas, I know a love song, / Sad or happy, each in tum.” In the print, 





a portable organ is played by a young woman, whilst the bellows are worked by an angel on the night. To the left, an 
armoured knight reclines languorously. Arthurian architecture bedecks the backdrop. Tulips and wallflowers adorn the 





foreground. The former was a symbol of ardent love and the latter, an 
of flowers, the artist can be al natu 


iblem of bitterness and conceit. Through his use 





à to represent the paradi f love as alluded to in the poem. 


Signed in pencil by artist. 
Ex.: Maas Gallery. 


[29888] 
£2,200 


after Walter Crane 


From a senes of eight wood engravings illustrating 
Shakespeare’s The Two Gentlemen of Verona, issued unbound 
in 1894. The set was limited to 650 copies. 





Ait 1. Scene I. PROTEUS - AI happiness bechance to thee in 
Milan! VALENTINE - As much to you at home! and so, fare- 
well, [EXIT] 

Wood Engraving 

Duncan C.Dallas after Walter Crane 


Published by .M Dent & Co, Aldine House, London, 1894. 
Image 192 x 142 mm 
Mounted 


William Shakespeare's The Two Gentlemen of Verona 
opens in the Venetian town as the titular gentlemen, 
Valentine and Proteus, bid farewell to one another. The 
former states that he must leave Verona for Milan, for he 
believes that young men stagnate if they do not venture 
afar, Proteus responds that his love for Julia keeps him in 
Verona. 


Lettered at lower left comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane’ 
Condition: Stain to the bottom sight hand comer of the 
print. Image and lettering affected. 

[28543] 

£100 


Act 1, Scene IL JULLA.- "To Julia." - Say, from whom? 
LUCETTA - That the contents will show 

Wood Engraving 

Duncan C.Dallas after Walter Crane 


Published by J.M Dent & Co, Aldine House, London, 1894. 


Image 192 x 142 mm 
Mounted 


Crane’s illustration pictures Lucetta, the servant of Julia, 
counselling her mistress on the subject of love. In her hand. 
is the libidinous letter that the maid received from Proteus, 
whilst in the guise of her employer. A statue of cupid 
looms on the left, aiming an arrow at Julia. 





Lettered at lower right comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane’ 

[28539] 

£100 
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Ast 2. Scene IIL LAUNCE. - He is a stone, a very pebble stone, 
and has no more pity in him than a dog. 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by .M Dent & Co, Aldine House, London, 1894. 
Image 192 x 142 mm 

Mounted 


‘Walter Crane’s scene shows Proteus's servant Launce, 

and his dog, Crab, as they dally en route to his master's 
departing ship. Water, and docked vessels, are framed 

by buildings on the left. The print shows Launce in 
characteristically clownish mood. He laments that his 
family were distraught when he departed for the emperors 
court, whilst his surly hound is yet to show any signs of 
despondency 


[28540] 
£100 





At 2, Scene IV. VALENTINE.- Welcome, dear Proteus! 
Mistress, I beseech you, Confirm his welcome with some special favour. 
Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co, Aldine House, London, 1894. 
Image 192 x 142 mm. 

mounted 


This print depicts Valentine as he introduces Proteus to 
Silvia. It is their first meeting, and inspires Proteus to fall 

in love with her, despite her betrothal to his good frend 
Valentine. The boorish figure of Thurio appears on the left, 
arms folded. 


Lettered at lower left comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane’ 

[28537] 

£100 





Ait 3. Scene | PROTEUS. - Know; worthy prince, Sir Valentine, 
my friend, This night intends to steal away your daughter. 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by LM Dent & Co, Aldine House, London, 1894, 
Image 192 x 142 mm 

Mounted 


Walter Crane’s print portrays Proteus in conversation with 
the Duke of Milan. He alerts the Duke of Valentine's 
plans to elope with his daughter, Silvia. Proteus smirks 
machiavellianly whilst the Duke appears digruntled, and 
casts his eyes in the direction of Valentine who stands in 
the corridor to the right of the pair. 


Lettered at lower left comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane? 

[28541] 

£100 





Act 4. Scene IL THURIO. - How non; Sir Proteus are you crept 
before us? 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co, Aldine House, London, 1894. 
Image 192 x 142 mm 

Mounted 


In Crane’s print, Proteus enacts his plan to challenge 
Thun for Silvia’s hand. In Thurio's attempt to entreat 
Silvia, he hires a band of musicians to play undemeath her 
window. As the music stops, Proteus drives Thurio away 
by convincing him that he will do the honourable thing 
and plead the case of his nival. Instead, Proteus takes the 
acclaim for the ode. 


Lettered at lower left comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane? 

[28544] 

£100 





Act 4, Scene IV, SILVIA. - Go give your master this: tell him, from 
ime, One Julia, that his changing thoughts forget, Would better fit his 
chamber than his shadow 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co,, Aldine House, London, 1894. 
Image 192 x 142 mm 

Mounted 


This print depicts Julia, in the guise of Proteus' page 
Sebastian, visiting the chamber of Silvia. Julia has been 
given the task of delivering Silvia a ring from Proetus, and 
of collecting her portrait in return. It is this act that Crane 
focuses on. In Shakespeare's play, Silvia expresses her 
dislike for Proteus; more so when she realises that the nng 
originally belonged to Julia. Sebastian, in turn, thanks Silvia 
for being sympathetic to Julia’s wronged love. 


Lettered at lower left comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane’ 

[28542] 

£100 





Ait 5. Scene IV VALENTINE - Ruffian, kt go that rude uncivil 
touch, Thou friend of an ill fashion! 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by JM Dent & Co, Aldine House, London, 1894. 
Image 192 x 142 mm 

mounted 


The print depicts Proteus in the act of assaulting Silvia. 
Valentine, who had been extolling the virtues of life in 
soliluquy, rushes to the aid of Silvia. To the far left hand 
side of the image is Julia, who is still disguised as Sebastian. 


Lettered at lower right comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane, 
[28539] 

£100 





From a series of eight Wood Engravings illustrating 
Shakespeate’s The Tempest, issued unbound in 1893, The 
images were also used as illustrations to the book Tie Story 
from the Tempest from the play of Shakespeare Retold by Alice 
Spencer Hoffman, in 1894, The set was limited to 650 copies. 








Act I, Scene I. Boatswain.- Hence! what care these roarers for the 
name of the king? 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co., Aldine House, London, 1893. 
Image 192 x 142 mm, Sheet 283 x 237 mm 

Mounted 


The print depicts the boatswain standing to the right. 

of the deck and addressing four passengers. This group 
is comprised of Alonso, the King of Naples, as well as 
Sebastian, Antonio and Gonzalo. As the boatswain rouses 
his manners to action, he orders the redundant group 
below deck. Gonzalo, finger outsretched accusingly, 
reminds the shipmaster of the Royal personage on board. 
The boatswain’s retort appears below the image: *Hencel 


What care these roarers for the name of king?-" In the 


background, crashing waves and a lightning bolt allude to 
the tempest. 


Lettered at lower right corner of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane? 

[27994] 

£175 





Act I, Scene II. Ferdinand- Most sure, the goddess on whom these 
airs attend. 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co, Aldine House, London, 1893. 
Image 192 x 139 mm, Sheet 286 x 2. 
Mounted 





35 mm 


Walter Crane was not the only Pre-Raphaelite to depict Act 
I scene II of The Tempest as John Everett Millais exhibited 
Ferdinand Lured by Ariel in the Royal Academy in18: 
As in Millais! work, Crane depicts a myriad of micro- 








environments, though his figures ate far more classical and 
stylised. Crane’s scene shows Ferdinand having been lead 
to Miranda by Axel, who levitates in the background with 
his wings outstretched, It is the seminal moment of mutual 
attraction for the young couple. At the far right, hand on 
chin, the figure 





f Prospero looks on. 


Lettered at lower night corner of image with ‘C 








small image of a bird, as a reference to ‘Cran 
[27998] 
£275 





Act I, Scene IL Propero- By accident most bountiful Fortune, now 
my dear lady, hath mine enemies brought to this shore. 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co., Aldine House, London, 
1893. 
Imag: 
Mounted 








91 x 140 mm, Sheet 283 x 237 mm 


The print depicts Miranda seated in a garden. She converses 
with Prospero, who is likewise perched beneath a 

pomegranate tr: 
daughter how they came to reside on the island. He states 
that he was once the Duke of Milan, and by some strange 





This is the scene when Prospero tells his 


‘bountiful fortune, those that usurped him are now being 
washed upon the shore 


Lette 
small 


[ 





at lower ight comer of image with ‘C’ encircling a 
image of a bird, as a reference to ‘Crane? 


| 








Ast IIT, Scene I. Miranda-If you'll sit down Tl bear your logs the 
while. Pray give me that, I'll carry it to the pile 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co., Aldine House, London, 1893 
Image 192 x 142 mm, Sheet 283 x 238 mm 

Mounted 


The print depicts the edge of a forest, where Miranda, to 
the left, addresses Ferdinand, whilst he carries a log on 
his shoulder and stands with one foot on another. An 





and saw can be seen resting on a log by Ferdinand’s leg 
The arbitrary movement of logs has b 
Ferdinand by Prospero, the father of Miranda, Though her 
interaction with the labourer is forbidden, their subsequent 





forced upon 











mattiage is approved by the ousted Duke of Milan, who, 
unbenknownst to the pais, listens to their conversation 
from the trees. 


Lettered at lower right comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane’ 

[27993] 

£200 


Ast III, Scene II Caliban-As I told thee before, I am subject to a 
tyrant, a sorcerer. 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by .M Dent & Co,, Aldine House, London, 1893. 
Image 195 x 140 mm, Sheet 287 x 236 mm 

Mounted 


The print depicts Caliban, standing to the left with Trinculo 
next to him. They are engaged in conversation with 
Stephano, who kneels to the sight and holds a bottle with 
which the three become increasingly intoxicated. Anel 
watches from amongst the branches of a tree. He grasps 

a flute and tabor-drum; the instruments that he plays to 
accompany the drunken singing of the trio. 


Lettered at lower night comer of image with ‘C 
small image of a bird, as a reference to “Crane? 
[27992] 











£175 

Act IV, Scene L A noise of hunters is heard. Enter divers spirits in 
the shape of hounds and hunt them about: Prospero and Ariel setting 
them on. 

Wood Engraving 


Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co., Aldine House, London, 1893. 
Image 194 x 141 mm, Sheet 287 x 
Mounted 





38 mm 


The print depicts a group of dogs chasing Caliban, 

Stephano and Trinculo under the directions of Prospero 
and Ariel, who stand to the night in the background. The 
tno grasp the fine clothes that they have stolen from the 
clothesline in Prospero's cell; the act which prompts the 






pack of spirits in the ‘shape of hounds’ 





Lettered at lower nght comer of image with 
small image of a bird, as ar 
27996] 

£200 


encitcling a 





ence to ‘Crane’ 


Act IV, Scene I. The Dance of the Nymphs and the Reapers 
Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by .M Dent & Co, Aldine House, London, 1893 
Image 192 x 143 mm, Sheet 285 x 240 mm 

Mounted 


The print depicts reapers and nymphs in flowing robes 
amongst flowers and fruit trees. Dancing in a concentric 
circle, they hold hands, and raise the sickles above their 
heads. They are deities that Ariel has summoned to perform 
a masque in honour of the wedding of Ferdinand and 
Miranda. 





Lettered at lower nght comer of image with ‘C’ encircling a 
small image of a bird, as a reference to ‘Crane’ 

[27999] 

£275 








"Act V, Scene I. Miranda.- Sweet lord, you play me false. Ferdinand - 
No, my dearest love, I would not for the world 

Wood Engraving 

Duncan C.Dallas after Walter Crane 

Published by J.M Dent & Co, Aldine House, London, 1893. 
Image 192 x 142 mm, Shee 
Mounted 






The print depicts an elaborate interior with Ferdinand and 
Miranda playing a game of chess, It is shortly before the 

pair are revealed to Prospero and Alonso. The epilogu 
of the play then follows. A chandelier lights the sce 








whilst spindle and wool appears below the table where the 
chessboard resides. 


[27995] 
£200 





after Sir Frank Dicksee 











Harmony 

Etching 

Charles Albert Waltner after Sir Frank Dick 

Thos Agnew & Sons Publishers, London, Feb, 20, 1880. 
Entered according to act of Congress in the year 1880 by 






WI Sohaus in the oft f the Libranan of Congress at 
Washington. / Punted by A. Salmon & Ardell, Pans, 
5 mm, Plate 517 x 315 mm, Sheet 684 x 460 





Image 40 
mm 
Framed 


During his studentship at the Royal Academy Schools, 
Dicksee joined the Langham Sketching Club, Encouraged 
one evening by the sketch he had produced on the theme 
of music, Dicksee worked on an oil painting of the same 
composition. In 1877, when still only twenty four years of 
age, the painting was exhibited at the Royal Academy with 
tle Harmony. One of Dicksee’s most popular works, 
Harmony depicts a young man gazing adotingly at a young 
woman playing the organ. The model for the woman was 
Hilda Spencer, an art student at Queens College, Harley 
Street, where Dicksee taught. The medieval setting of the 
painting clearly reflects the influence of Pre-Raphaelite 























art and design. The furniture in particular, is reminiscent 
of the pieces that were produced at the time by William 
Morus. The subsequent print of the painting was described 
as ‘beautifully etched by Mz Waltner (The Graphic, 7 May, 
1881, p.446). 





Beraldi 88, Tate Catalogue Entry N01587 


Condition: Small mark in upper right comer of plate, and 
tre night of sheet, not affecting image. 





Romeo and Juliet 

Etching 

Charles Albert Walter after Sir Frank Dic! 
London, Published August 2nd, 1886 by Arthur Tooth & 
Sons, 5 8 6, Haymarket, S,, W,, Copyright 
Image 400 
mm 
Framed 













251 mm, Plate 515 x 326 mm, Sh: 





Commissioned by C.: 
for their editions of Sh: 





ell & Co. to provide illustrations 





peare’s play 





painted 
Romeo and Juliet in 1884. Based on the reworking of a pen 
and ink frontispiece design entitled Farewell, Farewell! One 
kiss and I'll descend, the painting depicts the two lovers 
sharing a kiss that itis 

to be their last. It was vequeathed to Southampton Art 
Gallery in 1941 





fter their wedding might, unaware 





Inscription beneath image reads: ‘Entered according to Act 
of Congress in the year 1886 by Mess,rs Knoedler & C. 
in the Office of the Librarian of Congress at Washington, 
& Mess,1s Stiefbold & Co, Berlin? 








Blindstamped in lower right comer of sheet 


Condition: Acid burn around plate mark, not affecting 
image 

[29861] 

£600 





after Hubert Von Herkomer 






by The Fine Art Society Ld, 148 
According to Act of Congress 
in the year 1897 by The Fine Art Society Ld in the Office 
of the Librarian of Congress at Washington 

Image 510 x 406mm, Sheet 595 x 475 mm 





framed 


Monogramed within the plate. 





dition: Professionaly repaired tear to right or image and 
top centre of sheet. Otherwise excellent. 
[29917] 


£1,800 








ly 

Heikomergravure 

after Sir Hubert Von Herkomer 

London Published 1896 by The Fine Ast S 
According to Act of Congre 
Washington 

Image 510 x 408 mm, Plate 560 5 
framed 











Signed within the plate. 


Condition: Printers creases to bottom left of imag: 
£1,900 





after William Holman Hunt 





May Morning on Magdalen Tower 
Photogravure 


After William Holman Hunt 


London, Published by WHolman Hunt, Draycott Lodge, 
Fulham, S.W June, June 18th 1892. Photogravure. Berlin 
Photographic Company, Printed in Berlin, Copyright 
registered. 

Image 712 x 544, Plate 800 x 661, Sheet 923 x 749 mm. 
Framed 


‘The famous colleges of Oxford were of great relevance 

to the Pre-Raphaelite movement. The stained glass 
windows of Merton College feature in Millais’ ‘Maniana, 
and the Oxford Union is adorned with Rossetti’s murals. 
Burne-Jones and William Morris attended Exeter College, 
whilst John Ruskin, the great theoretical exponent for the 
movement, was appointed the first Slade Professor of Fine 
Art at the University in 1869. William Holman Hunt is of 
no exception. ‘The Light of the World’ resides in the chapel 
of Keble after the widow of Thomas Combe donated the 
work in 1872. In his painting of the May morning tradition, 
Hunt arguably surpasses all of these previous attempts, 

as no Pre-Raphaelite artist had so palpably represented a 
Collegiate scene. 





Holman Hunt began work on the ‘May Morning on 
Magdalen Tower’ in 1891, though it is believed that he 
had envisaged a painting on the theme after enjoying the 
festivities at Magdalen Hall during the Christmas of 1851. 
Detived from the Druidical ritual of Walpurgis Night, 
the purpose of the ceremony is to greet the sun as it rises 
by the singing of the Hymnus Eucharisticus, which is 
performed by the Magdalen College choir. It is this act 
which Hunt depicts. Though it was an ancient custom. 
the ceremony was becoming increasingly neglected until 
it was revived in 1840 by Dr John Rouse Bloxam. In 
acknowl: ent of this, Hunt places him third from 
the nght in far darker robes than the rest of the Fellows. 
Sir Herbert Warren, the president of the College, stands 
next to him, whilst a Parsi; a Zoroastrian worshipper of 
the sun, appears on the far right. The inclusion of this 





Classical figure may allude to both the pelytheistic origins 
of the tradition, and Hunt’s belief that all religions served 
a common purpose. The expressions of all the figures were 
modelled by members of the College, or of Westminster 
choir, thus are extremely vivid and individualistic. Lastly, 
and typical of Hunt's use of typological symbolism, the 
young boy looking directly out at us is holding a lily, the 
symbol for St Mary the Virgin and St Mary Magdalen to 
whom the College was dedicated. 


Extremely rare print. Signed in pencil by the artist. 


Condition: Printed on India laid paper. Wide margins. 
Repaired tear to the top right hand comer of the sheet. 
Small tear to the bottom nght. Mild foxing to the 
platemazk; image unaffected. Otherwise excellent. 
[29909] 

£1,800 





The Finding of the Saviour in the Temple 

Steel engraving 

Auguste Blanchard after Wiliam Holman Hunt 

London, Published August 1st 1867 by E.Gambart & Co., 
No.1 King Street, St. James's 

Image 641 x 390, Plate 745 x 527 

Framed 


William Holman Hunt’s The Finding of the Saviour in 

the Temple illustrates an episode depicted in the Gospel 

of Luke. The story recounts how Jesus, having made a 
pilgrimage to Jerusalem for the festival of Passover, is 
forgotten by Mary and Joseph as they return to Bethlehem. 
Realising their mistake, Mary and Joseph locate the twelve 
year old Christ three days later, in the midst of a theological 
debate with Rabbis and elders. 


Holman Hunt, true to the Pre-Raphaelite practise of en 
plein air painting, began the piece during his first expedition 
to Palestine in 1854. Hunt went to exacting lengths in order 
to make the piece geographically, and ethnographically 
realistic. The distant landscape on the nght of the picture 

is a view of the Mount of Olives to the north-east of 
Jerusalem, sketched by the artist from the dome of the 

‘As Sakreh mosque before his retum to England The 





figures of Joseph and most of the elders and Rabbis 

were also drawn from native models, which was especially 
problematic as it contravened Jewish laws of idolatry. Mary 
and Jesus, however, were painted back in London. The 
former was modelled by Mrs Frederic Mocatta, Whilst Jesus 
was based upon a pupil from a local Jewish school. The 
interior of the temple was also painted in London, and was 
derived from the Alhambra Court in the Crystal Palace at 
Sydenham. 


The painting was exhibited to a rapturous response in 1861. 
Ernest Gambart bought the work and its copyright £5,500, 
before proceeding to publish an engraving of the picture 
in 1862, for which Hunt compiled an elaborate explanatory 
key plate in which the significance of over twenty details 
were elucidated. From its inital sketches in the East, to 

its completion in London and subsequent engraving by 
Blanchard, The Finding of the Saviour in the Temple is a 
stunning work of Biblical fidelity, exhaustive scholarship, 
and technical mastery. 


As in the original painting, the slip between the picture 
and the frame contains text. In addition to the ttle, which 
appears at the top of the slip, lines of scripture from the 
Gospel of Luke decorate the flanks and base. When read 
clockwise, they help to clarify the image. The writings 
originate from Chapter II, and are derived from verses 
XLV, XLVIII, XLVIIII and LI. 


Proof edition. Signed in pencil by artist and engraver. 


Condition: Contains Prinsellers Association blind stamp. 
Wide margins; though slight discolouration to the 
extremities. Very mild foxing to the bottom left hand 
comer. [29911] 

£2,000 





The Shadow of Death 

Mezzotint & Etching 

Fredenck Stacpoole after William Holman Hunt 

London Published May 30th 1878 by Thomas Agnew 

& Sons, the proprietors, Old Bond Street. Copyright 
Registered. Entered accroding to Act of Congress in the 
year 1878 by William Schaus, 749 Broadway New York, in 
the office of the Libranan of Congress, Washington 
Image 740 x 570 mm. 

Framed 


Holman Hunt worked on The Shadow of Death between 
the years of 1870-1873, during his second excursion to 

the Holy Land A masterpiece of the Pre-Raphaelite 
canon, Holman Hunt's depiction of Christ is arguably the 
greatest example of typological symbolism that any of the 
Brotherhood would produce. Championed by John Ruskin 
in the second volume of Modem Painters, typological 
symbolism was a method that combined heightened 
verisimilitude with elaborate iconography, and became 
central to the core of Pre-Raphaelite theory, In Hunt's 
work, as in Stacpoole's print, the outstretched arms of 
Jesus cast a shadow upon the wooden tool rack on the wall 
behind him. Thus, Christ's crucifixion is prefigured within 
the natural setting of the workshop. Furthermore, the. 
tools become types of those used to torture Jesus, whilst 
the shadow of the saw appears like the spear that was used 
to pierce his side. Examples of other details that function 
as types can be found in the window above Chust’s left 
shoulder which alludes to the star of Bethlehem, and the 
gap directly behind his head which forms a halo, Stacpoole 
began work on The Shadow of Death in 1874. The original 
picture had been bought by Thomas Agnew & Sons 

and was exhibited so widely that, on publication of the 
engravings in 1877, the sale of proofs alone tealised more 
than £20,000. 


Ex. Col: Hon. Christopher Lennox -Boyd i/i 
Signed proof. 


[23044] 
£1500 



















The Lady of Shalott 

Wood Engraving 

[Thompson after William Holm: 
1857 
Image 92 x 
Framed 
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after Fredric Lord Leighton 





The Garden of Hesperides 
Photogravu 
After Lord Fredenck Leighton of Str: 

Published by Arthur Tooth & Sons, London, 1893. 








ton 


Image 608 x 602 mm 


Framed 





Hesperides reclining beneath the tree 
slides over branches and is helixed around 
the central nymph. T. 
a harp, whilst the lady to the night 
herons appear by a pool in the foreground. 





Though Leighton perhaps borrowed the pythonic form of 
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after John Everett Millais 





June 1st, 1857, by David Thomas 
x St. Bond 
St. Oxford Str 


M 
Robert Bowyer Parke 
Published Decemb: 


London 





ezzotint & Messrs. E. Gambart & 


t, & 8, Rue de Bru; 







Oth 1880, by 
10th 1880, by 





Image 471 x 314 mm 
Framed 





‘The scene depicts a pair of young lovers in an embrace 
Hidden within this clasp, the girl attempts to fasten a white 
armband to her beloved; a sign of allegiance to the doctnne 
of Roman Catholicism. The young man gently declines, 
thus condemning himself to death. The incident refers to 
the St. Bartholomew's Day massacre of 1572, when French 
Protestants were slaughtered in Panis in obes e with the 
proclamation of the Duc de Guise. 





Guise 141 - 2, Printsellers! Association Index 175, Lennox- 
Boyd i/i 


Condition: Overall foxing to sheet, not affecting image. 
Most of ‘New York’ publication line illegible. 

129862] 

£950 


after Albert Joseph Moore 





Reading Aloud 
Electrotype photograph 
after Albert Joseph Moore 
c.1884 

Image 250 x 490 mm 
Framed 


Albert Moore's Reading Aloud depicts three women relax- 
ing in a richly patterned interior, The first reclines on a bed, 
book in her arms and reciting from the text. The second 
sits in profile on the floor, starring into the distance, and 
listening intently to the words of her companion. The 
third woman sits on a chest. She tilts her body against the 
bed, rests her head upon her hand, and looks dreamily to 
the right. An owl adorns a vase on the right. The print is 

a perfect paradigm for the growing trend of Aestheticism 
in which mood and beauty of form were the most valued 
characteristics of painting 


Albert Moore made several studies for the work. Most 
notable of these is a watercolour entitled ‘An Open Bo: 
which is on display at the Victoria and Albert Museum. 
tensive preparatory stu 
though this is slightly paradoxical given his allegiance to the 
Pre-Raphaelitism, and their condemnation of traditional 
Academical practises. He would begin projects with a pen 
and ink sketch, which he would then relentlessly repeat 
until the design was firmly established. His methodology is 





Moore was renowned for his 





known to have perturbed his Aesthete friend Whistler, who 
recounted this technique in a letter to Henri Fantin-Latour. 


Asleson, 100 
Ex: Maas Gallery. 
[29912] 

£700 


After Sir Joseph Noel Paton 






How an Angel Rowed Galahad Across the Dern Mere 
Mezzotint with etching 

Edinburgh, Published by Hugh Paton & Sons, 15th August 
1894, Copyright Registered 

Image 743 x 555 mm, Plate 820 x 653 mm, 912 x 742 mm 
Mounte 











As demonstrated by Dante Gabriel Rossetti’s designs for 
the painting of the Oxford Union (Page no.25), the subject 
of Galahad was popular amongst the Pre-Raphaelites. Sir 
Joseph Noel Paton’s How an Angel Rowed Galahad Across 
the Dem Mere was one of three paintings that the art- 

ist made depicting Six Galahad’s quest for the Holy Grail. 
They were intended as a triptych, but painted at differing 
times in the artist's career. The other twowotks are entitled 
Sir Galahad and his Angel, and Sir Galahad's Vision of the 
Sangzael 


Paton was best known for his painting of fairies, and this 
familiarity may explain why the artist chooses to depict the 
supernatural elements of the Grail story, The siren-like 
appearance of the figures in the water serve to underline 
Paton’s Christian interpretation of Sir Galahad’s story, They 
could be seen to represent temptation, thus the Knight's 
journey across the Dem Mere becomes an allegory for the 
soul's journey through life. The Knight is guarded by an 
angel, and the soul, by God. It is medievalism at its most 
didactic as the Arthurian account becomes an adjunct for 
Biblical narrative. 





Proof before letters on India laid paper 
Signed in pencil with Printsellers Association blind stamp. 
[29944] 


£1200 


after Dante Gabriel Rossetti 





The Blessed Damorel 

Photogravure 

After Dante Gabriel Rossetti 

Published by Franz Hanfstaengl Munich, London and New 
York printed in Munich 

Image 344 x 354 mm, Plate 382 x 220 mm, Sheet 500 x 380 
mm 

Framed 


Throughout his career, Rossetti often paired his paintings 
with verse; be it his own, or borrowed quotations. ‘The 
Blessed Damozely is interesting in that it was the first of 
Rossetti's dualist works in which the poem was completed 
first. Published independently in ‘The Germ’ in 1850, it 
was not until February of 1871 that Rossetti accepted a 
commission from William Graham to illustrate his famous 
verse. The subject of ‘The Blessed Damozel’ concems 

a lady who tragically dies young and is thus, seperated 
from her lover. The titular woman in heaven and the man 
on earth both clasp their hands in prayer and hope for a 
reunion in the afterlife. Rossetti adopts the format of a Re- 
naissance alterpiece in order to depict this as the corporeal 
lover is incorporated in a predella beneath the main picture 
of the Damozel. 


Condition: Small area of dicolouration around the plate 
mark caused by previous acidic mount. 

[29868] 

£400 


The Chapel of the Sangraal 
Etching 

After Dante Gabriel Rossetti 

Published Cokerells, Cavendish Avenue, Cambridge. 1909. 
Image 110 x 190 mm, Plate 126 x 232 mm, Sheet 185 x 300 
mm 

Mounted 








Arthurian legend was a theme often explored by artists 

of the Pre-Raphaelite Brotherhood. The Morte d'Arthur, 
popularised by Robert Southey’s 1827 edition of Sir Thom- 
as Malory’s late-fifteenth-century narrative, was perfectly 
aligned with the movement's particular taste for romantic 
mediaevalism. 

In 1857, Dante Gabriel Rossetti and William Morns visited 
Oxford where the architect Benjamin Woodward showed. 
them the Union Society that he had recently completed. 
‘The upper part of the walls of the Debating Hall were 
divided into bays pierced by pairs of circular windows, and 
Woodward welcomed Rossett’s offer to paint figures to 
surround them. Rossetti undertook the task with the help 
of William Morris, Edward Burne-Jones, Arthur Hughes, 
Spencer Stanhope, Val Prinsep and John Hungerford Pol- 
len. With a strong interest amongst the participants, it was 
all but inevitable that Arthurian tale should have provided 
the scheme for the decoration. It was the central theme 

of the tale that Rossetti chose to depict; the Quest for 

the Holy Grail, or San Graal, as it was referred to in Old 
French. 


The cursory preparation of the surface meant that the 
Union paintings rapidly deteriorated, and in spite of at- 
tempts to restore them, they are now almost indiscernible; 
thus, this etching provides an important historical docu- 
ment of Rossetti’s design. Rossetti’s print depicts the Angel, 
or Sir Percival’s sister, clutching the Sanc Grael, and flanked 
by other deities. Sir Percival, Sir Galahad and Sir Bors are 
believed to have made up an accompanying panel of the 
design. The poet, Algernon Charles Swinbume was the 
model used for Sir Galahad, whilst Elizabeth Siddal mod- 
elled for Sir Percival’s sister 


Condition: Small crease to the top right hand side of the 
sheet. Line of surface dist also at the top; plate is affected, 
but image is clean. 

[26474] 

£200 





Dante's Dream at the Time of the Death of Beatrice 
Photolithograph 

After Dante Gabriel Rossetti 

Sprague & Co. c. 1890 


Image 200 x 285 mm 








Framed 


Dante Gabriel Rossetti held a lasting interest in his poe 
namesake. His fal had been a Dante Alighien a 
whilst in 1848, at the age of twenty, Ros 
to translate La Vita Nuova into English. It is from Aligh- 









etti him: 








iens famous prosimetrum that Rossetti derived the sul 
for this print. In Rossetti’s work, a di 
by the personification of Love to th: 
trice Portinan, the object of his unrequited passion. Two 
attendant figures suspend a canopy over nice and s 
lugubriously at the poet. Their hair is adomed with sprigs 
of hawthorn; blossoms are spread upon the pall and pop- 
pies litter the floor. A town can be seen through the d 
at either side of the room. Angels hover in the distance, just 
above the dwindling fame of the candle. 
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[29877] 
£400 





Mariana 
Photogravu: 
After Dante Gabriel Rossetti 

Published by Franz Hanfstaengl Munich, London and New 
York printed in Munich 

Image 344 x 275 mm, Plate 378 x 303 mm, Sheet 500 x 380 
mm 

Framed 








Dante Gabriel Rossetti’s ‘Mariana’ was originally meant to 
have been a simple figurative portrait of Jane Morris. How- 





; at the behest of his patron William Graham, Rossetti 
introduced a page-boy as well as other allegotical motifs in 
order to transform the composition into a subject picture. 
peare's ‘Measure for M. 
ma that Mortis assumes. The character 





The subject was Sh: ure, whilst 





Mariana is the pers 





of Manana 1s somewhat tragic. She is betrothed to An- 
gelo, though he nullifies this engagement when Frederick, 
Maniana’s brother, is lost at sea along with his sisters dowry. 
Rossetti, however, was not the first Pre-Raphaelite to tacl 
th: rett Millais had exhibited a version of 
"Mariana; at the Royal Academy in 1851; nineteen years 
before Rossetti had finished his. 











theme. John 


Condition: Small area of dicolouration around the plate 
mark caused by previous acidic mount 

[29867] 

£600 
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Dante Gabriel Rossetti held a lasting interest in his 
whilst in 1848, at the age of twenty, Rossetti himsel 
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Condition: Framed in onginal fame on s 
[29865] 
£1,500 





[Dante and Beatrice] 
Photogravure 

After Henry Holiday 

Published by the Berlin Photographic Company, Berlin - 
London W133 New Bond Street - New York, 14 East 23rd 


Street c. 1897. 
Image 736 x 512 mm 
Framed 


As with Rossetti, Henry Holiday displayed an avid interest 
in the medieval poet Dante. At only twenty years of age 
is believed to have painted a scene entitled ‘Dante and 





trice meeting as Children, though the work has since been 
lost. Like Rossetti's version of “Dante’s Dream, Holiday's 
‘Dante and Beatrice’ illustrates a scene from La Vita Nuova. 
In Dante’s semi-autobiographical narrative, he feigns inter- 
est in other women in order to conceal his love for Bea- 
trice. The scene depicted in the painting is that of Beatrice 
refusing to greet Dante because of the rumours that had 
subsequently reached her. The figure of Beatrice, a statu- 
esque expression upon her face, is in the centre of the trio. 
The woman on the left is Monna Vanna, a companion of 
Beatrice and the mistress of Dante’s frend Guido Caval- 
canti. A maidservant appeats on the right. 


Unlike ‘Dante’s Dream,’ Holiday strives for historical ac- 

In 1881, Holi- 
ch for the 

ie at the Ponte 
chio along 


curacy as opposed to dream-like atmosphe 









day visited Florence in order to conduct re 
painting Holiday decided to depict the sce 
Santa Trinita looking towards the Ponte Ve 








the Lungarno. The Ponte Vecchio is scaffolded beca 
Holiday discovered that the bridge was destroyed by a flood 
in 1235, thus was still under construction around 1285-90, 
was set. The medieval dress 
of the figures is similarly researched. In fact, owing to his 
sartorial knowledge, Holiday became editor of the journal 
of the Healthy and Artistic Dress in 1892. 








the period when Dante’s 





Condition: Signed by Holiday in pencil. Two repaired tears 
in the margins, Slight discolouration to the skyline. 

[29869] 

£800 


after Frederick Sandys 





[Life's Journey] 
Woodcut 

Dalziel Brothers after Frederick Sandys 
Published 1862. 

Image 126 x 101 mm, S 
Mounted 








235 x 180 mm 





This print is from Robert Aris Willmott’s ‘English Sacred 
Poetry,’ a work published in 1862 and illustrated by Freder- 





ick Sandys and William Holman Hunt amongst others, 





Condition: Foxing to the sheet; image afi 
good impression. 

[25861] 

£100 


cted slightly. Very 


After Simeon Solomon 





The Sleepers and the one that Watcheth 
Platinotype 

Frederick Hollyer after Simeon Solomon 
1867 
Image 340 
Framed 





225mm 


In the 1860's, the idea that art should be a seperate entity 
to literature was gaining force. It was at this time when the. 
rhetoric of ast for azt's sake was most fiercely debated, and 
artists such as Rossetti replaced previously literary titles 








with simple designations. As was the case when Fazie 
Mistress, a reference to a poem by Fazio degli Uberti, 

became ‘Aurelia’ True to this shift, Simeon Solomon's The Circe is a mythological figure who fe: 
Sleepers and the one that Watcheth appears to be subject- tyssey. According to 
less, The nineteenth-century poet John Payr island of 
pieces entitled ‘Slee and one that Wat 
is likely that they were 
and not the other way around. As with many of 
works, the image most probabl 
depicting a narrative subject. The 
ber of heads was also a compositional arranger 
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atures in Homers 








m, she resides over the 


















, and tums six members of Odysseus’ crew 
ting them wine. In Watethouse’s work, 
otion to Odysseus, though he has been 
ery by Euzylochus, and the Olympian, 
She holds a goblet in her right hand, and a wand in 
left, which she raises above her head Odysseus’ reflec- 
The circula 
w often employed by the Pr 
in Holman Hunt's ‘Lady of Shalott; 18: 














a mood ral 





juxtaposition of a num- 
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mirror, 







was often used in his Symbolist drawings 
Ít was us 































[29883] as Ford Madox Brown's "Take Your Son, Sin 1851, and 
£1,100 d to have derived from Jan Van Eyck’s ‘Amolfini 
2 ortrait,’ 1434. In addition to the image of Odysseus, the 
with which they reach = the island appears 
after John William Waterhouse - ed 
J 5 uem un a third lies on the floor 
Inscnbed below title ‘By permission of Charles E.Lees 
Esq? 
[29878] 
£575 
after George Frederick Watts 
Circe 
Etching 
James Dobie after John Wiliam Waterhous: 
Published by The Magazine of Axt. c.189; 
Image 225 x 140 mm, Pla! 155 mm 
Framed 


Pre-Raphaelitism was a fiercely innovative movement, and 
one of the many means by which they re 
orthodoxy was in their treatment of femininity. Though the 
Victorian era was a 
in, they were well 
it in historical guises on the canva 
of the mi itself. It may be RT reducti 








ressive society for women to 
sented by the Pre-Rapha 


or as practitione 


hing 
mes Dobie Aft 




















prd 
ubject of this pint derives from Matteo Maria 
Js epic Renaissance work Ozlando Innamorato, an 

e cycle of poems first published in 1482. Boiardo 
d various chivalric t: 


which Waterhouse depicts in Circ 
female is a theme which ocurrs thr 
elite ouevre. Rossetti pair 
drew Lady Godiva. Bume-Jones repre f ed and combir 
Borcke, whilst George Frederick Watts f King Arthur, Charlemagne as 





including 


as esoteric 





Carolingian literature. According to Boiardo’s Italian text, 
the Fata Morgana was a malevolent fairy. She was the 
Queen of Avalon and half-sister of King Arthur In the 
text, she owns a golden stag which attracts Brandimarte, a 
treasure field that tempts Ranaldo, and a fickle heart that 
leads her to kidnap the son of King Manodante. Above 

all else, Morgana was an enchantress, and Watts decides to 
represent her beguling Orlando, before narrowly escaping 
his grasp. It is likely that the artist was familiar with William 
Rose’s English translation of 1823, for his depiction of the 
subject closely mirrors Book II, Canto CLXXXIV: 


“Who in this world would wealth and treasure 
share, 
Honour, delight, and state, and what is best, 





Quick let him catch me by the lock of hair 
Which flutters from my for 
But let him not the proifered good foi 
Noor, till he seize the fleeting blessing, 
For present loss is sought in vain to-morrow, 
And the deluded wretch is left in sorrow.” 








Proof before letters on India laid paper. A raze version of 
the print before it was published in The Magazine of Art, 
c.1892. 
[29879] 


£1,000 








Love and Death 

Mezzotint 

Sir Frank Short after George Fredenck Watts 

London, Published May 1st 1900 by Robert Dunthome, 5 
Virgo Street, London W 

Image 575 x 270 mm, Plate 620 x 300 mm 


Framed 


Throughout his career, George Frederick Watts produced 
numerous works upon the theme of Love and Death. This 
tint was to become one of his most discussed imag- 
es. The reason for this discussion most likely stemmed from 
Watts’ rejection of traditional memento moni imagery. In 
Watts’ allegorical work, the almost cherubic figure of Love 
on the night attempts to defend the house of Life. Death, 
on the left, advances calmly with bowed head. The massive 
crushed wings of Love, and the wild roses that are trampled 
under the feet of Death, intimate that Love’s stand might 
bein vain. According to contemporary account, the work 
was inspired by events in Watts’ life. In 1870, the Eighth 
Marquis of Lothian, a Christ Church scholar and good 
friend of Watts, died of a wasting disease at the age of 





me 








2's resistance to Death did in fact prove to 





Signed by artist and engraver 


Condition: Overall time toning, foxing in margins, 
streatched over onginal back-board. 

[23188] 

£750 





Orpheus and Eurydice 
Mezzotint 


Sir Frank Short after George Frederick Watts 

London. Published Oct.r 1st 1889 by Rob.t Dunthorne at 
the Rembrandt Head, Vigo Street, W 

Image 310 x 495 mm, Plate 350 x 525 mm, Sheet 450 x 605 
mm 

Mounted 


The theme of Orpheus and Eurydice was popular amongst 
the Pre-Raphaelite Brotherhood, as well as the broader 
scope of Victorian artists. Lord Frederick Leighton, who 
would later reside closely to Watts in Kensington, exhib- 
ited a painting of the Grecian pair at the Royal Academy 

in 1864. Edward Bume-Jones also created illustrations for 
William Mortis’ poem of the subject. Though it was unpub- 
lished, the designs appeared in grey monochrome on the 
roundels of a piano that James Graham, a patron of Burne- 
Jones’, commisioned for his daughter, Frances. In Watts’ 
version of the subject, he situates the pair within an enclo- 


sure, as waves and clouds swirl to the left. With his lyre in 
hand, Orpheus embraces Eurydice. Her head, slumped over 
his shoulder, indicates that she is already dead. 


Ex.Col.: Hon. Christopher Lennox-Boyd 


Signed in pencil by artist and engraver. 
Printed by Frederick Goulding 
Proof printed on Japon paper: edition 300. 


Condition: Tipped to backing sheet, creases to left hand 
side of sheet and image 
[27909] 


£900 


William Morris 





[Golden Lily] 
Woodblock print 
Wiliam Morns 
Morris & Co. c.1887 
Mounted 


Original wallpaper design. 

William Morris created over fifty wallpapers himself, whilst 
his firm produced a further forty nine by other designers 
including George Gilbert Scott, Kate Faulkner and John 
Henty Deatle. Golden Lily is thought to have been a Dearle 
design. He rose to become Morris & Co’s chief designer by 
1890, and, following Mortis’s death in 1896, Dearle was ap- 
pointed Art Director of the firm. Golden Lily is the pattern 
which adorns the curtains of William Morris’ Red House in 
Bexleyheath, and is also employed in the master bedroom 
of Glessner House, Chicago. 


[29959] 
£120 





[Sunflower] 
Woodblock print 
William Mortis 
Morns & Ca. c.1880 
Mounted 


Original wallpaper design. 

William Morris’ approach to his work was fiercely Pre- 
Raphaelite in that it combined both the revival of antiquat- 
ed forms, as well as the first hand observation of objects. 
The forms of most of his designs derived from the botani- 
cal decorations of Jean Froissart’s Chronicles, late medieval 
mille-fleurs tapestries and early printed herbals, most nota- 
bly John Gerard’s Generall Historie of Plantes, published in 
1597. However, studies of plants that Morris encountered. 
in his garden, or on country walks, also feature heavily in 
his works. In Sunflower, the plant and the grape vines are 
depcited in a flat, more formalised style, as opposed to the 
ostentatious naturalism of earlier designs. 


[29960] 
£120 


Artists Biographies: 


Sir Lawrence Alma-Tadema (1836 - 1912) was a painter, etcher and stage designer who specialised in the depiction of 
Greek and Roman subjects. Alma-Tadema was born in Dronrijp, Friesland, but received his artistic training in Belgium. 
He enrolled in the Antwerp Academy in 1852, wherein the Professor of Archaelogy, Louis de Taye, was said to have 
influenced him greatly. In 1860, he became the assitant and pupil of Jan August Hendrik Leys, before establishing himself 
independently in Antwerp. It is here that he met the art dealer Ernset Gambart, who commissioned twenty-four works 
from the artist to take back to Britain. When Alma-Tadema emmigrated to England at the outbreak of the Franco-Prus- 
sian in 1870, he arrived to celebrity and renown, such was the influence of Gambart, and the respect paid to the artists 
that he advocated. By 1871, he had met most of the Pre-Raphaelites. Their impact was palpable, and can be seen in the 
brightening of his palette, and the lift in his brushwork. His output was prolific, and he numbered all of his works with 
Roman numerals. He became a member of the Royal Academy in 1879; was Knighted in 1899, and received the Order of 
the Ment in 1903. 


Sir Edward Coley Bume-Jones, 1st Bt (1833 - 1898) was a painter and designer closely associated with the later phase of 
the Pre-Raphaelite movement. Bume-Jones met William Morris as an undergraduate of Exeter college, Oxford, whilst 
studying for a degree in theology. The pair went on to work very closely together on numerous decorative arts projects 
including stained glass windows, tapestries and illustrations. Originally intending to become a church minister, Burne- 
Jones never finished his degree, choosing instead to pursue an artistic career under the influence of Dante Gabriel Ros- 
setti. Rossetti heavily inspired his early work, but by the 1860's his idiosyncratic style was beginning to develop. His mature 
work, however different in total effect, is rich in conscious echoes of Botticelli, Mantegna and other Italian masters of the 
Quattrocento. Thusly, Burne Jones later paintings of classical and medieval subjects are some of the most iconic of the 
Pre-Raphaelite movement. He was at the height of his popularity during the 1880s, though his reputation began to decline 
with the onset of the Impressionists. He was created a baronet in 1894, when he formally hyphenated his name. 


Walter Crane (1845-1915) was an English artist and book illustrator. He is considered to be the most prolific and influ- 
ential children’s book creator of his generation. He is also thought of as one of the strongest contributors to the child’s 
nursery motif that the genre of English children’s illustrated literature would exhibit in its developmental stages in the 
latter nineteenth-century. A prominent part of the Arts and Crafts movement, Crane produced an array of paintings and 
illustrations, inspired by writers such as Shakespeare, Spenser and Grimm. 


Sir Francis Bernard Dicksee KCVO (1853 - 1928) was an English painter and illustrator, best known for his dramatic 
historical and legendary scenes. Although not a member of the Pre-Raphaelite Brotherhood, many of Dicksee’s paintings 
can be considered Pre-Raphaelite in style. He was also a noted portrait painter, which helped to bring him success in his 
own time. The son of the artist Thomas Dicksee, Francis was taught to paint from an early age. In 1870, he enrolled in the 
Royal Academy Schools and achieved early success. He was elected to the Academy in 1891, and became its President in 
1924. He was knighted in 1925, and named to the Royal Victorian Order by King George V in 1927. 


Henry Holiday (1839 - 1927) was an English painter, stained-glass designer and member of the Pre-Raphaelite circle, Holi- 
day displayed an early aptitude for painting and attended James Matthew Leigh’s art academy in his native London. Later, 
at the age of fifteen, he was admitted to the Royal Academy Schools where he studied until 1858. His early work, produced 
around 1860, consisted mostly of landscapes executed in accordance with Ruskinian theory, It is at this time, and probably 
owing to his friendship with Albert Moore and Simeon Solomon, that he made the acquaintance of the Pre-Raphaelite 
Brotherhood. His developing style reflects the influence of Rossetti and Burne-Jones. If not clearly evinced in his work, 
Holiday stated the pride of belonging to the Pre-Raphaelite circle in his 1914 memoir, Reminiscences of Life, 


Sir Hubert von Herkomer CVO (1849 - 1914) was a German painter, etcher and mezzotint engraver. Although a success- 
ful portuaitist, he is best known for earlier works such as Hard Times, 1885, which took an unflinching look at the living 
and working conditions of the impoverished. Born in Bavaria, Herkomer lived in Ohio, America before moving to South- 
ampton, England in 1857. Showing a talent for drawing and sculpture from an early age, Herkomer began his training at 
the Southampton School of Art before entering the South Kensington Schools in 1866. He first exhibited at the Royal 
Academy in 1869, was elected an associate ten years later, and became an academician in 1890. In 1883 Herkomer founded 
the Herkomer School, at Bushey, which he directed without payment until 1904, when he retired. He was also a member 
of the Royal Watercolour Society and Slade professor at Oxford, between 1885 and 1894. Herkomer also enjoyed experi- 
menting with filmmaking He established a studio in his home where he filmed and directed seven historical dramas. In 
1896 he was knighted by Queen Victoria, in 1899 awarded Pour le Mérite’ by Kaiser Wilhelm II, and in 1907 received the 
honorary degree of DCL at Oxford. 


William Holman Hunt (1827-1910) was a Victorian painter, etcher and watercolourist. He entered the Royal Academy 
Schools in 1844 where he met John Everett Millais, who was to become his closest friend. He was a founding member 

of the Pre-Raphaelite Brotherhood and adhered to their principles throughout a long career in the arts. From the 1870's 
onwards, Hunt concentrated on religious themes informed by successive visits to the Holy Land. He was not the first 
nineteenth-century artist to journey to the East; David Wilkie and David Roberts were but a few that had gone before him. 
He was however the first to depict the land with such imaginative grandeur and minute detailing, He published his autobio- 
graphical Pre-Raphaelitism and the Pre-Raphaelite Brotherhood in 1905. 


Lord Frederick Leighton of Stretton (1830 - 1896) was an English painter of historical and mythological subjects. He was 
the leader of the Victorian neo-classical painters, and part of the second generation of the Pre-Raphaelite Brotherhood. 
Leighton was born in Scarborough, though he moved to London in order to receive his initial education at the University 
College School. From here he travelled to the continent, and trained in Florence, Rome and Frankfurt under artists such as 
Giovanni Costa and Eduard Von Steinle. He first exhibited at the Royal Academy in 1855, The work depicted Cimabue’s 
Madonna being carried through the streets of Florence, and was bought by Queen Victoria; a Royal endorsement which 
was to launch a prosperous career. When he settled once more in London in 1860, he associated with the Pre-Raphaelite 
Brotherhood, who were said to have greatly admired his polished style and Philhellenistic subject matter. He became the 
president of the Royal Academy in 1878; the same year that he was knighted. He was made a Baronet in 1886, and raised 
to the Peerage in 1896, just before his death. Leighton is the only English artist to have been granted this accolade. 


Sir John Everett Millais, 1st Baronet, PRA (1829 - 1896) was an English painter, illustrator and one of the founders of 
the Pre-Raphaelite Brotherhood. Bom in Southampton, Millias demonstrated exceptional artistic talent from an early age. 
At the unprecedented age of eleven, he was awarded a place at the Royal Academy Schools. It was here that Millias met 
William Holman Hunt and Dante Gabriel Rossetti, with whom he formed the Pre-Raphaelite Brotherhood in 1848, One 
of the first paintings he exhibited as a member of the Pre-Raphaelite Brotherhood, proved to be one of the group’s most 
notorious. Christ in the House of his Parents caused huge controversy over its depiction of the Holy Family labouring in 
a dirty carpentry workshop. This great attention to detail, typical of the Pre-Raphaelite style, can also be seen in Ophelia, 
and The Huguenot. He became President of the Royal Academy after Leighton’s death in 1896. 


Albert Joseph Moore (1841 - 1893) was an English painter of decorative and classical subjects. The fourteenth child of the 
‘York artist William Moore, and the brother of artists John Collingham Moore and Henry Moore, he was encouraged to 
pursue his talent for painting from a young age. Exhibiting two drawings at the Royal Academy in 1857, Moore began his 
studies at the Royal Academy Schools the following year. Influenced by the work of the Pre-Raphaelites, Moore felt stifled 
by the Academy and gradually moved towards a more decorative and aesthetic style of his own. Although Moore's paint- 
ings were criticised by his contemporaries for their lack of narrative and historical accuracy, Pre-Raphaelite figures such as 
Rossetti came to his support by stating that Moore's work did not need to rely upon these components. As well as in his 
paintings, Moote continued to show the influence of Pre-Raphaelitism in his fabric and wallpaper designs, tiles, murals and 
stained glass work. 


Sir Joseph Noel Paton (1821 - 1901) was a Scottish draughtsman, illustrator and painter, He was born in Wooer’s Alley, 
Fife, to a family of weavers who worked with damask. However, Paton’s future was to be painterly, and he enrolled at the 
Royal Academy in 1843, He was made an associate of the Royal Scottish Academy in 1847 and a fellow in 1850. Though 
his style was very much in keeping with Pre-Raphaelitism, his themes ranged from Dante, Keats and Coleridge, to histori- 
cal allegories and modem depictions of the Crimean War However, he is best remebered for his fairy painting, and his 
illustrations for Charles Kingsley’s Water Babies, 1863. Paton was created Her Majesty’s Limner for Scotland in 1866, and 
was knighted the following year 


Dante Gabriel Rossetti (1828 - 1882) was a famed British painter and poet. He was born in London, His father, a political 
exile from the Kingdom of Naples, was a poet; a Dante Alighieri scholar, and from 1831, the Professor of Italian at King’s 
College, London. Dante Gabriel Rossetti entered Henry Sass’s Drawing Academy in 1841, and by 1845, was a full student 
of the Royal Academy Schools. In August 1848, he moved with William Holman Hunt to a studio in Cleveland Street and 
around September of the same year, founded the Pre-Raphaelite Brotherhood with the aforementioned Hunt as well as 
John Everett Millais. He was as adept in writing as he was in painting and was largely responsible for the Pre-Raphaelite 
magazine The Germ, published in 1850. He was a prolific poet, as well as a translator of early Italian Masters, most of 
which were published in 1861. The sweeping and languid forms of the women he painted in the 1860’ became some- 
thing of an archetype for the Pre-Raphaelite canon. Unfortunately for Rossetti, his decline was as meteoric as his rise. His 
mental deterioration was accelerated by neurasthenia, insomnia, a chloral hydrate dependency and a form of persecution 
mania. He spent long periods of reclusion at Jane and William Mortis’s Kelmscott Manor, and eventually succumbed to 
chronic nephritis in 1882. 


Frederick Sandys (1829 - 1904) was a British painter, draughtsman and designer of book illustrations. Bom in Norwich, 
Sandys was trained by his father Anthony, who was a textile dyer and subject painter himself. He exhibited drawings at the 
Norwich Art Union from 1839 and won Royal Society of Arts medals in 1846 and 1847. By 1851, the year he first exhib- 
ited at the Royal Academy, he had moved to London. Sandys became acquainted with the Pre-Raphaelites in 1857, whilst 
working on an engraving titled A Nightmare, which was a humourous take on Millais’s Sir Isumbras at the Ford It was 
thought that Sandys was greatly admired by the group, but relations between himself and Rossetti grew strained when the 
latter accused him of plagiarism in 1869. Though he dabbled in oil and sculpture, Sandys was above all a draughtsman of 
exceptional originality and dexterity His most celebrated works were wood-engraved illustrations which he made in the 
1860s for periodicals such as Good Words and Once a Week, and which reflect the influence of the German school of 
illustrators from Albrecht Durer to Alfred Rethel. 


Simeon Solomon (1840 - 1905) was a British painter and draughstman whose artwork formed a bridge between Pre- 
Raphaelitism and the Decadent Movement of the late nineteenth-century. He attended Carey's Art Academy in 1852, 

and began his studies at the Royal Academy in 1855; where he made the acquaintance of Rossetti and the Pre-Raphaelite 
Brotherhood In the decade that followed, Solomon exhibited a number of works that were steeped in the Pre-Raphael- 
ite style, but concerning subjects from the Old Testament or Judaistic ceremony. The beginning of the 1870’s marked a 
shift in Solomon’s subjects. Like Bume Jones, Solomons later work was permeated with themes from classical history and 
mythology, though this stylistic alteration was probably due to the effect of his poet friend Algernon Charles Swinburne. 
Other influences on his later style were the androgynous sentiment of Italian Renaissance masters such as Leonardo da 
Vinci; his followers Boltraffio and Luini, and the contemporary French Symbolist school of Gustave Moreau. 


John William Waterhouse (1849 - 1917) was an historical genre painter whose revivalist manner earned him the sobriquet 
of ‘the modem Pre-Raphaelite? Waterhouse was bom of English parents in Rome. He studied under his father, who was 

a painter and copyist, before enrolling in the Royal Academy schools in 1870. He exhibited at the Society of British Artists 
from 1872, and at the Royal Academy itself, from 1874. Waterhouse was the most celebrated of the artists who, from the 
1880's, sought to reinvigorate the literary themes popularised by the Pre-Raphaelite Brotherhood, In 1895, Waterhouse was 
elected to the status of full Academician. Though very much a Pre-Raphaelite in his choice of Greco-Roman and Arthu- 
rian subject matter, Watethouse did deviate from the Brotherhood’s technical approach to painting. Whilst his render- 

ing of certain details was fastidious, his fondness for backgrounds conceived as blocks of colour and tone went against 
Pre-Raphaelite doctrine. These ultimately derived from the methods of European prototypes such as Jules Bastien-Lepage, 
which were transmitted to Waterhouse through his acquaintance with members of the Newlyn school. In the twilight of 
his career, Waterhouse taught at the St. John’s Wood Art School, and served on the Royal Academy Council. 


George Frederic Watts (1817 - 1904) was a popular English Victorian painter and sculptor associated with the Symbol- 
ist and Pre-Raphaelite movements. Watts became famous in his lifetime for his allegorical works, such as Hope, Love, 
and Life. These paintings were intended to form past of an epic symbolic cycle called the House of Life, in which the 
emotions and aspirations of life would all be represented in a universal symbolic language. His large allegorical works on 
universal themes appealed deeply to the Victorians, and he was considered to be the greatest English artist of his age. 


William Mortis (1834 - 1898) was an immensely influential writer, craftsman and social reformer. He was born in Waltham- 
stow, a district of North East London, and was the eldest of three children. He attended Marlborough College before 
enrolling into Exeter College, Oxford, in 1852. It is here that he met Bume-Jones, and was privy to John Ruskin’s influ- 
ential teachings as promulgated in The Stones of Venice. Upon completion of his degree, Morris went into the office of 
the Gothic Revival architect George Edmund Street. Though he intended to make architecture his profession, Rossetti 
persuaded him otherwise, and enlisted his help for the painting of the Oxford union in 1857. The formal pattem which 
Mortis devised for the ceiling of the room was the most successful part of the entire scheme, and showed that his true 
talent lay in pattern-making and in decorative and applied arts. This led to the foundation in 1861 of Mortis, Marshall, 
Faulkner & Co., a firm which was dedicated to the improvement of domestic and ecclesiastical fumiture and decoration. 
His associate on The Red House, Phillip Webb, was a partner. As were Rossetti, Madox Brown and Bume-Jones. In his 
later years Morris became interested in printing and book design, and in 1890 founded the Kelmscott Press. 


Engraver Biographies: 


Arthur Baillie (1891 f.) was a British printmaker who flourished towards the end of the nineteenth-century He specialised 
in etching, and in addition to his works after Dante Gabriel Rossetti, Baillie produced repeated engravings of fauna after 
CH. Blair 


‘Thomas Oldham Barlow (1824 - 1889) was an English mezzotint engraver. Bom in Oldham, Barlow was apprenticed to 
the engraving firm Stephenson & Royston, and studied at the Manchester School of Design. He moved to London in 
1846, and became best-known for his engravings after the paintings of his friend John Phillip, When Phillip died in 1867, 
Barlow acted as executor of his will, and drew up a catalogue of the artist's collection which was shown at the Third An- 
nual International Exhibition in London in 1873. As well as The Huguenot, Barlow produced many engravings after works 
by John Everett Millais including his portraits of public figures for Agnew’s. Barlow also modelled for the figure of the 
sick omithologist in Millais’ The Ruling Passion. In 1881 Barlow was elected a Royal Academician. He was also a member 
and, for many years, secretary of The Etching Club. 


Auguste Thomas Matie Blanchard (1819 - 1898) was a French engraver who specialised in steel. Born in Paris, he was ap- 
prenticed to his father, Auguste Jean Baptiste Marie Blanchard, before entering the École nationale supérieure des beaux- 
arts in 1836. After the debut exhibition of his print of Domenichino’s Spartacus at the Paris salon in 1840, Blanchard 
studied with Francois Forster. He later enjoyed long and prosperous relationships with the publishers Adolphe Goupil and 
Ernest Gambart, and gained great contemporary renown for his prints after William P. Frith, Laurence Alma-Tadema and 
Wiliam Holman Hunt. 


Charles William Campbell (1855 - 1887) was a mezzotint engraver and painter. He was bom in Tottenham, Middlesex, and 
worked for his architect father in London from 1870 to 1878. He received his formal education in art from the Ruskin 
School of Drawing, Oxford and is also known to have studied mezzotint engraving with Hubert Hetkomer. His career was 
furthered when, at the behest of Edward BumeJumes, he moved to London. Because of this, his work was subsequently 
exhibited at the Royal Academy in 1887. His total oeuvre consisted of 12 completed, and 7 unfinished plates. 


James Dobie (1849 - 1911) was a British engraver who was bom in Edinburgh, but worked on the periphery of London 
fora large part of his career. He was on the most part an etcher of landscape and genre scenes, and exhibited these works 
at the Royal Academy from 1885, until his death in 1911. He would often, but not exclusively, sign his engravings with 
TS 


Frederick Hollyer (1837 - 1933) was a mezzotint engraver and famed photographic reproducer of Victorian paintings. 
Bom in London, Frederick was the son of the line engraver Samuel Hollyer In his junior years he flirted with engraving, 
and it was in this practise that he received renown for a series of mezzotints he produced after Edwin Landseer. How- 
ever, it was his interest, and subsequent pioneering in the field of photography that defined Hollyer's career. He began by 
making albumen prints from collodion negatives but then was fiercely active in the development of the platinotype. The 
method of printing, combined with a dry gelatin plate, as opposed to an emulsified version, results in a very high quality 
matte finish. The resulting prints display a greater tonal subtlety and formal veracity; they are also far more durable. In the 
1870's, Hollyer established a business in photographic reproduction based upon this medium and, under the patronage of 
Frederick Leighton, specialised in the copying of Pre-Raphaelite painting and drawing These reproductions were used in 
books and magazines, and thus contributed hugely to the popularity of the movement. A fact that was acknowledged in 
Hollyer’s obituary by The Times when they wrote that he did as much for the Brotherhood with his prints as John Ruskin 
did with his pen. 


Robert Walker Macbeth (1848 - 1910) was an etcher, watercolourist and painter of pastoral landscapes as well as bucolic 
genre scenes, Unlike his historical namesake, Macbeth was bom in Glasgow and was educated in Edinburgh and Fried- 
tichsdorf, Germany. He received his artistic education at the Royal Scottish Academy School; and first exhibited there in 
1867. Further demonstrations of his work appeared in the Northem regions of England, but it was not until Macbeth 
moved to London in 1870, and was subsequently employed by The Graphic, that his career truly took flight. Macbeth 
attended the Royal Academy Schools from 1871-1872, and was regularly featured within their exhibitions between the 
years of 1873-1904, Alongside Francis Seynour Haden and James Whistler, Macbeth was credited with being one of the 
foremost exponents of the etching revival in England. A fact alluded to by his honourary election to various societies and 
institutes dedicated towards the art towards the end of the nineetenth-century. 


John Douglas Miller (1860 - 1903) was an English engraver who was bom in Hadley, near London. He is best remembered 
for his mezzotints after Frank Dicksee, William Blake and Frederic Leighton and was valued as a scarce provider of the 
rapidly declining technique in the rise of mechanical practises such as photogravure. Miller exhibited at the Royal Academy 
from 1872, until his death in 1903. 


Jules Simon Payzau (1890 - 1905 fl.) was a French reproductive etcher and stipple engraver. Bon in Saint-Gaudens, in 
Southwestern France, Payrau later became a pupil of Augustin Mongin and Paul Le Rat. He exhibited his prints at the 
Paris Salon and declared several plates to the Printsellers! Association; an organisation dedicated to the preservation of 


printmaking through the publication of limited editions. 


Robert Bowyer Parkes (1830 - 1891) was a mezzotint and stipple engraver, and was active in London between the years of 
1867 and 1883. As well as producing engravings for notable Pre-Raphaelites, Parkes worked prolifically amongst Academi- 
cians that the Brotherhood opposed such as Sir Joshua Reynolds and Thomas Gainsborough. 


The Brothers Dalziel were a highly productive firm of Victorian engravers. They were founded in 1839 by George and 
his brother Edward and were later joined by John and Thomas all of whom were sons of the artist Alexander Dalziel of 
Wooler, Northumberland. Before the onset of photo-mechanical processes in the 1880's, they were the most pre-eminent 
engravers of the age. The Dalziel brothers worked with many important Victorian artists and produced illustrations for 
the burgeoning magazine and book market of the period Among the artists they worked with were Arthur Boyd Hough- 
ton, Richard Doyle, John Gilbert, William Holman Hunt, John Everett Millais, Dante Gabriel Rossetti and James McNeill 
Whistler. They cut the illustrations to Edward Lear’s Book of Nonsense, as well as Lewis Carroll’s Alice in Wonderland 
and Through the Looking-Glass. They were also active in independent ventures, most notable of these was The Parables 
of Our Lord and Saviour Jesus Christ, which was illustrated by Millais. They also contributed humorous cartoons to maga- 
zines such as Fun, which George and Edward would later acquire in 1865. 


Frederic Stacpoole (1813 - 1907) was an English engraver who worked in the mixed mezzotint method. He was educated 
in Ghent, Belgium, and later at the Royal Academy Schools, London, where he was awarded silver medals in 1839 and 
1841. He later became an associate Royal Academician. Of Stacpoole’s many plates, perhaps the most celebrated are those. 
after William Holman Hunt’s The Shadow of Death or the militaristic subjects of Elizabeth Thompson. 


Sir Frank Short (1857 - 1945) was bom in Stourbridge, Worcestershire. He trained as an engineer but abandoned this ca- 
reer for art. He studied at South Kensington (later the Royal College of Art) and Westminster Schools of Art, London. He 
won gold medals at the Paris Salon for engraving and from 1891, until his retirement in 1924, he taught at the Royal Col- 
lege of Ast. The discipline he required from his students was largely responsible for the excellence of British etchings in 
the inter-war period. From 1910 to 1939 he was President of the Royal Society of Painter-Etchers, and in this capacity he 
was awarded a knighthood. In all, he produced some 209 etchings and drypoints and his subject matter included seascapes 
and foreshores from around Bosham and Rye in Sussex, the Mersey in the North West of England, Polperro and Seaford 
in Cornwall, as well as views in Holland. He worked directly from nature onto the plate which as the artist Martin Hardie 
observed makes demands upon the nerves and which gives the line a tremorous quality His atmospheric noctumes show 
something of his admiration for the work of James McNeil Whistler 


William Henry Simmons (1811 - 1882) was an engraver who specialised in mixed method mezzotints. He initially studied 
line engraving under William Finden, but later neglected this practise in order to pursue mezzotinting His experience in 
both meant that his mixed method amalgams reached a degree of excellence infrequently reached by his peers. In addi- 
tion to Claudio and Isabella, Simmons engraved Holman Hunt's The Light of the World, as well as Millais' The Proscribed 
Royalist, and The Parable of the Lost Piece of Money. 


Luke Thompson Taylor (1873 - 1916) was a British etcher who was an important exponent of the medium during its re- 
vival in the latter half of the nineteenth-century. Known to have produced works after Burne-Jones and Madox Brown. 


John Thompson (1785 - 1866) was a British engraver who was to become one of the most distinguishers practitioners in 
wood of his time. He was a pupil of Allen Robert Branston, but soon sought a different style of engraving to the copper 
plate style that his teacher endorsed. His most popular medium was book illustration, and he was employed on a myriad of 
publications. The most notable of these were the Beauties of Washington Irving, after George Cruikshank, Goldsmith’s 
Vicar of Wakefield, after Mulready, as well as Moxon’s edition of Tennyson's poems; the series from which this print de- 
tives, From 1852 to 1859, he lectured at the female school of wood engraving at South Kensington. 


Charles Albert Waltner (1846 - 1925) was one of the most prolific reproductive engravers of his time. Born in Paris, he 
studied art under Louis Pierre Henriquel-Dupont and Jean-Leon Gerome. In 1868 he was awarded a scholarship to Rome, 
and made his debut at the Paris Salon two years later. Mainly engraving for the Journal de Beaux Artes and L’Art, Waltner’s 
work was popular in both France and Britain. An admirer of his expressive style, the British Pre-Raphaelite founder Siz 
John Everett Millais actively sought Waltner to reproduce five of his compositions as etchings, including The Widow’s 
Mite. In 1882 the French government appointed him a chevalier of the Legion d'honneur, and in 1900, he received the 
Grand Prix for his art from the Exposition Universelle. 


Publishing House Biographies: 


‘Thomas Agnew and Sons were a British publishing firm established in Manchester in 1817 by Thomas Agnew and Vittore 
Zanetti. Although primarily a print publishers, the firm later became best-known as a dealer in modern and Old Master 
paintings. The London branch was established in 1860. After Agnew’s retirement in 1861, the business was run from 1861 
until 1895 by William Agnew: 


The Berlin Photographic Company, (1880 - 1920; 8) or the Berlin Photographische Gesellschaft, was a German print 
publishers who specialised in photogravures after Old Masters and contemporary painters. High quality photographs were 
taken of the original works. The negatives were then exposed onto a gelatin covered copper plate, etched with acid, and 
printed in a similar fashion to an engraving The main series of the Berlin Photographic Company's publications is kept 
together at Blythe House, West Kensington. 


Emest Gambart (1814 - 1902) was an influential printseller and publisher who, like John Boydell in the eighteenth-cen- 
tury, held a considerable influence over the English art market. Gambart was born in Kortrijk, a municipality in the West 
of Flanders; he was the son of a printer, binder and bookseller. He soon became known to the print publisher Adolphe 
Goupil, who sent Gambart to England in order to establish a branch of his firm, Goupil & Cie. Two years later he estab- 
lished his own business by the name of Gambart & Junin, which specialised in the importation of European prints. Itis 
through this manner that the work of Alma-Tadema became recognised in England. From 1848, he began dealing in paint- 
ings as well, and was on intimate terms with Pre-Raphaelite artists such as Millais, Hunt, Rossetti and Madox Brown, He 
retired in 1870, and was succeeded in business by Pilgeram and Lefévre. 


Franz Hanfstingl (1804 - 1877) was a German photographer, lithographer, genre painter and publisher. He attended the 
Munich Academy of Fine Arts between the years of 1819-25. Upon the completion of his study, Hanfstingl travelled to 
Dresden and began to make lithographic copies of the canvasses in the Gemildegalerie Alte Meister. In 1833, he founded 
a lithographic establishment in Munich where he often collaborated with the famed printer Johann Alois Senefelder. He 
operated the workshop until 1868, before he became the official photographer of the Court. After his death, his printing 
business was continued by his family who dispersed the work between firms in London, New York and Munich, 


David Thomas White was a British print publisher active between 1834 and 1860. Based in London, he worked from 
premises in Oxford Street, Hanover Square and Bond Street. White often published in partnership with others including 
Ernest Gambart. 


Arthur Tooth & Sons were an English print publisher and fine art dealer Founded in London in 1842, by Arthur Tooth, 
the son of a framer, the firm dealt primarily in eighteenth and early nineteenth-century British paintings and etchings. In 
around 1880, the firm began to add contemporary paintings and occasional Old Masters to their stock. In the early 1900s, 
the firm opened a branch in New York and closed it in 1924. 
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